a conversation with peter maxwell davies 13 NJ: And I gather he wasn't interested in early music either? PMD: No, he wasn't. He used to say: 'Don't take any notice of music written before 1550, it's dangerous'. And when it came to my degree Procter-Gregg did his damnedest to stop it, but fortunately there was an external examiner there, Dr Andrews from Oxford, who insisted that I got an Honours degree. 6 God, that man [Procter-Gregg] loathed me! I don't blame him -I hated everything he stood for.
NJ: How many people attended the Arthur Worthington Hall concert?
PMD : We had an audience of six. So that was the first performance of my Trumpet Sonata, Sandy Goehr's pieces for clarinet and piano [Fantasias, op. 3 (1954) Germany and talked to students, for instance, from Hamburg who had least got a rigorous training in things like counterpoint, fugue, and basic analysis. We didn't. We got fugue out of a book by Kitson, and orchestration out of a book by Forsyth.
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I thought that all of this was already so old fashioned! And I discovered for myself the four volumes of orchestration by Koechlin, the French composer, and they're much, much more exciting. 13 I still have them there on my shelf and I will refer to them when I want to know if a double bass can do a certain harmonic or not. But sheer technique was not even touched on at Manchester. It was more of a matter of inspiration; how you feel. And the god who was held up to us by Humphrey ProcterGregg was, of course, Delius and I've always loathed his music ever since -perhaps coming around to it a little bit more -but it puts you off for life! Conservatoire.) I just eavesdropped -I think that is the right word, because I didn't participate, I didn't say a word -whilst Alexander Goehr, Gilbert Amy and the rest of them were all studying with Messiaen. I think I learnt a lot. And one thing I do remember -it was then the old Paris Conservatoire in rue de Madrid, and Messiaen taught in the Salle Gounod -and I was introduced to Messiaen by Alexander Goehr, and Messiaen said, 'Well, if you'd like to come and sit in then that's fine. We meet in the Salle Gounod, mais ça n'est pas de ma faute!' -which I thought was a lovely comment on Gounod. plainsong at the Grottaferrata Monastery near Rome, where you really did feel as though they were 'pulling out' the intervals, and every interval was set against the tonic -which didn't always sound -and you listened to it so carefully over that long period. And it was stretched out and you really had to understand the relationship of every note to that tonic. And I thought: Yes, I learnt about that in my study of Indian music, but this brings it to absolute crystal clarity. And it's something that I hope is there in the choral music or whatever that I wrote after that. has something of the ālāp about it. PMD: Yes, and that goes right back to my study of Indian music and my later study of Aboriginal music through Cath Ellis, 21 but also to plainsong -the way that plainsong works over a very long period. And when I was in Rome in the fifties I would go up to the Benedictine monastery on the Aventine with my Liber Usualis, and I knew exactly what they were doing that day -I'd prepared it all -and they just did their plainsong. I just sat there, enjoyed it, and realized that this was the best music I'd heard in my life. And, of course, you'd never get to that state of purity, but it can influence you very, very strongly. And there's no entertainment; it just is itself. And you're either with it or you're not, but there's something beyond entertainment: it really goes into the very core of one's own existence.
